However, while there has been some critical discussion of translations of Friel's texts, and of Friel's own translations, 3 there is scope for more critical exploration of 
Performing Translation / Translating Performance
Translation theorists emphasize that the process of translation entails not only the communication of foreign texts to their target audiences, but, as Sirkku Aaltonen notes, the mediation of 'a variety of codes -the linguistic and the socio-historical as well as the cultural and theatrical -that govern their discourse and give it its specificity'. In translation 'these codes are interpreted and re-directed to express the codes of the target society…' (Aaltonen 2000: 2) . Indeed, as Lawrence Venuti has argued, the process of translation can render invisible both the labour of the 5 translator and the alterity of the source text and culture. Therefore, although he recognizes that: 'the very function of translating is assimilation, the inscription of a foreign text with domestic intelligibilities and interests', he is interested in translation strategies that retain alienating or, in Antoine Berman's term, 'foreignizing' elements, which do 'not so much prevent the assimilation of the foreign text as aim to signify the autonomous existence of that text behind (yet by means of) the assimilative process of the translation'. Strategies which foreground the act of translation can reveal the 'assymmetrical relations in any translation project' (Venuti 1998: 11 Nicholas Grene as 'Irish drama which is self-consciously concerned with the representation of Ireland as its main subject' (Grene 1999: 1) . This tradition 'has created an internal structure for Irish drama with inbuilt interpretative modes' (Grene 1999: 49) , where each play comments not only on the state of the nation, but on previous 'misrepresentations', whether through external stereotypes of Irishness, 7 or internal myths of national or cultural identity and history. The tradition is therefore janus-faced: it interprets the nation for its internal audiences but also mediates Ireland for a global audience: 'Ireland is always being more or less selfconsciously staged for somebody's benefit' (Grene 1999: 49 'Because of its vast popular and critical acclaim, this set design has become iconic of the theatrical imagery of the play' (Cerquoni 2007: 185) . Although the unnatural angle of the field and its containment within the stage frame had an unsettling visual impact, emphasizing the constructed and constrained nature of this pastoral vision, Lonergan argues that it is the golden aura of the field and the lighting that has come to define Mason's production: 'the overall atmosphere created was of warmth and perpetual sunshine ' (Lonergan 2009: 47) .
Enrica Cerquoni suggests that Joe Dowling's 2004 Dublin Gate Theatre production captured more acutely the play's structure of perceptual layers through the superimposition of a frame within the proscenium frame of the Gate Theatre: 'it is as if the spectators are invited to access the play's complex world through a series of multiplying frames which, one after the other, undermine the effect of one unitary perspective' (Cerquoni 2007: 188) . Indeed, Cerquoni emphasizes the destablizing impact of focusing on diverse theatrical productions of the play, rather than on the apparently more stable authorial text or canonical premiere production: 'With each production, the scenic transposition seeks to reinvent Irish theatrical locations which, less burdened by national traditions and inherited visual formats, are characterized
by inclusiveness, open-endedness, non-linearity and multi-dimensionality' (Cerquoni 2007: 190) . This article seeks to pursue Cerquoni's reflections by examining a production that transposed Dancing at Lughnasa into the French language and a culturally hybrid production context. with the French dialogue. This article will explore further that 'foreignizing' effect in Brook's production, and the 'deterritorializing' of Irishness through the translation process: 'At the heart of translation, of every act or event that is generated by a translator, there is a double consciousness, a decentredness or lack of fixity that prompts, for example, Paul Ricouer to talk about the special "aterritoriality" in which the act of translating takes place' (Johnston 2011: 12) . Irina
Friel in French
Brook's production, I will argue, subdued Besset's French local idioms, regularizing and simplifying the dialogue, while retaining Irish references in the mise en scène as well as in the text, in order to extend the rural associations of the play. Her production also foregrounded the location of the play primarily in the metatheatrical space of the stage.
Irina Brook: between cultures
The 1999 production of Danser à Lughnasa was a co-production between Vidy-Lausanne and MC93
Bobigny. 15 An analysis of the production of Danser à Lughnasa 16 Moon, when the couple are unable to produce children to replace the husband's missing family killed in the Armenian massacre. Irina Brook's productions of these plays combined a detailed emphasis on interpersonal relationships and finely observed psychological performances, with a stripped, minimalist set, and a highly 15 physical approach to performance (Féral 2007: 95) . In other words, the productions respected the specific cultural markers of the source texts, but also emphasized the meta-theatrical construction of the performance as embodied through an ensemble cast who crossed various cultural identities and boundaries. In fact, the review quoted above neglects the multi-layered cultural identities of Brook's actors such as the Germano-Syrian background of French actress, Corinne Jaber.
Contributing to the debate about cosmopolitanism, Paul Gilroy prefers the term 'conviviality' in order to articulate 'new networks of interconnectedness and solidarity that could resonate across boundaries' (Gilroy 2005: 5) . In particular, for Gilroy, the term conviviality resists national and unitary definitions of identity: 'The radical openness that brings conviviality alive makes a nonsense of closed, fixed and reified identity and turns attention toward the always unpredictable mechanisms of identification' (Gilroy 2005: xv) . He therefore recommends the development of a critical distance, an 'estrangement' from the norms and boundaries of one's own culture, in order to privilege 'other, more open affiliations' (Gilroy 2005: 68) .
Translation of a source text to a target audience is one process through which such a critical distance towards the habits and conventions of both the source and target cultures may be effected. Indeed, theatre production and co-production in the contemporary globalized world question any unitary target culture. Rather, as Erika
Fischer-Lichte has argued, casts, production and design team and director may include many cultural and theatrical traditions, and tour to diverse audiences Commentators on Brook's approach as a director note her emphasis on creating an ensemble for the duration of the production. 18 Indeed, she has spoken about this theatrical collectivity as a model of a diverse, non-hierarchical community, however provisional (Féral 2007: 96) .
In an interview for La Terrasse, a monthly Parisian arts magazine, Irina
Brook explains that Corinne Jaber, who played the role of the bride Seta in The
Beast on the Moon, gave Danser à Lughnasa to Brook several years before. 19 They organised a reading at Peter Brook's theatre, the Bouffes du Nord, and this led to a full production. The play evidently appealed to Brook because of its potential for a female ensemble: all of her productions around this time involved significant and complex roles for women, something Brook has sought throughout her career (Féral 2007: 104) . Her programme note stressed the transcultural themes of the play by citing a Hindu tale, where the greatest marvel of the world is that though we are surrounded by death, we live as if we were immortal, underlining the play's focus on the fragility of the Mundy sisters' world which is about to be torn apart. This suggests a 'universalizing' approach to the play. However, as I will explore below, Colin Graham has emphasized that 'authenticity' is a 'marketable sign of value' that has become associated with the global branding of Irish cultural products or tourism (Graham 2001: 132) . While Brook's production used signifiers of 'authentic' 1930s Irishness, these were countered by an emphasis on the energy of female performance that was not culturally specific, and a self-conscious theatricality. This is evident in the shift of publicity materials from Lausanne to Francophone dialogue, generic images of a rural setting and metatheatricality produced a tension between location and dislocation that respected the alterity of the source text and culture while placing the emphasis of the production on the immediacy of the theatrical encounter which takes place 'in the liminal space between stage and auditorium' (Johnston 2011: 25) .
Re-embodying Irishness
A major element of Brook's production was the movement / choreography, which was evident throughout the mise en scène. 23 Brook's production I have argued, while foregrounding the performative energy of her ensemble cast, also presented embodiments of Irishness which were, as Cerquoni suggests: 'less burdened by national traditions and inherited visual formats [and] characterized by inclusiveness, open-endedness, non-linearity and multi-dimensionality'. Since co-productions across cultural, linguistic and national borders are increasingly the norm, such mediation between specificity and intercultural hybridity or 'interweaving' remains a challenge for both theatre practitioners and scholars. theatre as 'theatre works featuring a racially mixed cast that do not actively draw attention to cultural differences among performers or to the tensions between the text and the production context ' (Gilbert and Lo 2002: 33) . Exact boundaries between these terms are difficult to draw, however.
